Communicating artistry through gesture by legendary Australian jazz singer Kerrie Biddell by Waddell, Simone
Communicating artistry through gesture by legendary 
Australian jazz singer Kerrie Biddell 
 
Simone Waddell 
 
 
 
 
A Thesis submitted in partial fulfilment 
of the requirements for the degree of 
Master of Music (Performance) 
 
 
Sydney Conservatorium of Music 
University of Sydney 
 
2017 
 
 i 
Declaration 
I, Simone Waddell, hereby declare that this submission is my own work and that it contains no 
material previously published or written by another person except for the co-authored 
publication submitted and where acknowledged in the text. This thesis contains no material 
that has been accepted for the award of a higher degree. 
 
Ethical approval has been granted for the study presented in this thesis from The University 
Human Ethics Committee (Sydney Conservatorium Review Committee). Participants were 
required to read an information document and provided informed consent prior to the collection 
of data. 
 
Signed: Date: 29/12/2017 
 
 ii 
Acknowledgments 
Firstly, thank you Kerrie Biddell for everything. Words do not suffice and you are greatly 
missed.  Your music, your hilarious wit, and your legacy will remain. The honour is mine to 
have known you.  
 
I remember singing God Bless The Child for you in the masterclass section of a vocal jazz 
workshop in 1992. You were extremely complimentary and also questioned the key. Too high, 
you felt. I remember it well. Remarkably, I recorded that very song (in a much lower key) and 
many others, under your guidance twenty-five years later. Thank you for your ongoing 
influence on my life and work. 
 
I would like to thank my son Jacob Alfaro who is my inspiration to constantly move forward. 
 
Thank you to Gervais Koffi who filmed and recorded all the interviews for research purposes 
in this thesis. Also much appreciation to you Gervais, for stepping in to take over Kerrie 
Biddell’s role of producing the vocals for my jazz record to compliment this research after her 
sudden and tragic passing. I am most grateful for all your many efforts and talents.  
 
Thank you Dr Simon Barker, Dr Roxanne Della –Bosca, Mark Costa, Michael Coggins, my 
parents, friends, fellow musicians, and talented colleagues, for your interest in this research 
and support throughout.  
 
Special mention to my Mum, Ellie, who brilliantly and carefully transcribed every interview 
across countless hours to enable the research data to be used.  
 
 iii 
Special thanks to the five interview participants, your generous contribution and willingness 
was very valuable and helpful: Jim Kelly, Rebecca Henry, Nicky Kurta, Valerie Tamblyn – 
Mills, and Nicky Patrick.  
 
Thank you Professor Anna Reid - Dean of the Conservatorium. It was a special moment when 
you were surrounded by post - graduate researchers and you held up a glass of champagne and 
said, “This night is to remind you all that we love you.” You make all the work bearable with 
such memorable times.  
 
Thank you to Craig Scott and to the Jazz Unit for allowing me the opportunity to do this 
research and to Marie Chellos in the Conservatorium library for the unwavering 
encouragement. 
 
Thank you Dr Helen Mitchell. Your dedication, intelligence, and passion is deeply appreciated.  
This is the first time in Australian history for a Masters of Music in Jazz Performance Research 
Degree to be achieved by a vocalist at the Sydney Conservatorium of Music, and there is no 
better supervisor for the high task than you. You are an asset to the Sydney Conservatorium of 
Music, to academia, and to the Arts in Australia.  
 iv 
Abstract 
Singers communicate with audiences using a sophisticated blend of vocal, musical and physical 
gestures. While gestures appear naturalistic and spontaneous, they are the culmination of 
extensive preparation, reflection and rehearsal. The late Kerrie Biddell, (1947-2014) was 
arguably the most influential jazz singer in Australian Jazz history (Carriage 2000) and an 
expert in communication with her audiences. The aim of this study was to explore how Biddell 
designed and transmitted vocal, musical and physical gestures in performance, and how she 
transmitted these to her colleagues and students.  
 
Five of Biddell’s former singing students and professional musical colleagues were invited to 
participate in an interview to explore the way in which Biddell utilised gestures and techniques 
to maximise her performance presentation. Each participant recounted their personal 
knowledge and history of working with Biddell, and analysed a video of Biddell performing 
live on Australian television, to document how she effortlessly translated gestures into 
captivating performance. Participants reflected on their experience working with Biddell, and 
described how she was renowned for her stage presence, vocal, musical, and physical gestures, 
and facial animation. All described the way in which Biddell would create a scenario to depict 
the text of the song, and prepare a character to ensure her gestures were authentic and genuine 
to her audiences. The findings were considered in the context of recent studies in performance 
and non-verbal communication. It is suggested that future research on gesture should consider 
the work of leading performer/teachers, to discover how they conceptualise and communicate 
gesture to audiences.  
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1 Introduction 
This study is focused on the work of Kerrie Biddell.  She ‘wasn’t a pop star [but] a jazz 
singer, perhaps the best (male or female) that Australia ever had’ (Collins 2010). 
Voice is an essential aspect of our human identity, of who we are, how we feel, how we 
communicate and how other people experience us: Vocal sound is one of the defining features 
of humanity (Welch 2005). This study pertains to the singing voice, and how the use of vocal, 
musical, and physical gestures can enhance the voice and the message being conveyed in 
performance. In particular, the use of vocal, musical, and physical gestures in performance by  
Kerrie Biddell (1947-2014), were studied.  
 
The motivation for this research was to explore what made Biddell distinct and influential as a 
singer. A second motivation was to personally grow and develop as a vocalist by studying this 
successful Australian jazz female performer in greater depth. A final motivation was to 
complete the first and most dedicated scholarly work on Biddell, who despite her success, has 
a paucity of academic information written about her.  
 
Biddell had an established and significant role in Australian Jazz history between 1960 and 
2014, and was noted as one of the major influences for many top Australian female singers 
(Carriage 2000). It was said that she was “[r]evered by many, she sang jazz like no other. Her 
talent was extraordinary” (Collins 2010). 
  
Due to the success achieved in her performing, and for an artist so well respected, it seems 
fitting to provide the first serious academic research covering the methods and techniques of 
Biddell, particularly regarding the ideas of conveying emotion aurally and visually in song via 
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vocal, musical, and physical gestures. It seemed to be appropriate to pay homage to a great 
Australian singer and to have the knowledge and devices of her methods cemented into 
academic research.  
 
Kerrie Biddell was such a well-revered singer in the Australian jazz community that even her 
obituary noted the extent of her legacy, calling her the ‘First Lady of Australian Jazz’ (O’Grady 
2014). Therefore, it is important for us to ascertain what we can learn from her, what made her 
special and what stood out about her as an artist. As such, the broader issue motivating the 
study was to discover something of why Biddell was influential, and how she achieved her 
unique style. 
 
Biddell’s notoriety is referred to by John Sharpe (2006) in A Cool Capital – The 
Canberra Jazz Scene 1925 – 2005. Sharpe recalls Biddell performing at a number of jazz 
festivals in Canberra starting in 1978, and refers to her as one of Australia’s best 
musicians, with the likes of Graeme Bell, Don Burrows and George Golla (Sharpe, 2006: 
234).  
 
Reviewers generally noted her phenomenal range (Collins 2010) but there was so much 
more. Sometimes her tone was clear as a choirboy, with purity and innocence, and at 
other times so breathy and husky, that rock and soul songs seemed second nature. 
Biddell herself referred to some songs needing a “blood on the microphone” approach: 
This was a phrase the current author heard Biddell say at the Lismore Club in 1994 
before her soulful version of (You Make Me Feel Like) A Natural Woman was 
performed.  
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With regard to music education, Lo Vetri (2003) notes that a substantial percentage of those 
teaching Contemporary Commercial Music have had neither formal education in teaching it, 
nor professional experience. Biddell, then, was a rarity in that despite being essentially self-
taught within a family of Irish–Catholic musicians (Conde 1999), she had performed and 
travelled internationally and was multi-skilled in her craft, incorporating television, studio 
session work, live concerts, and recording an ARIA award winning album (Johnson, 1987: 
106). She built upon this vast experience to educate and mentor many singers (including the 
current author), eventually becoming an educator in the Jazz Unit at The Sydney 
Conservatorium of Music (Bartolomei 2016). 
 
Indeed, it was typical of Biddell to turn challenges into opportunities. She had had her dreams 
of being a professional pianist thwarted by a collapsed lung and rheumatoid arthritis even as a 
teenager, yet she had indomitably risen up as a singer, initially as a backing vocalist for Dusty 
Springfield’s 1967 Australian tour (Bartolomei 2016).  
 
My personal experience with Biddell began in 1991, when I attended her vocal workshop. 
Biddell’s physical stature and frame was thin and small with a pretty face. She spoke about her 
face being naturally narrow. She explained how it affected her sound, requiring her to work in 
a more diligent fashion to achieve notes and tones that would come easier to people with 
rounder shaped faces. She sang Misty, the jazz standard, which was impeccable to my fifteen 
year old ears. She taught many important musical concepts about how to create an interesting 
and strong set list, being mentally prepared before stepping onto the stage, session singing, and 
understanding the story behind the lyrics. I diligently took notes as a passionate teenage music 
lover, and have used those notes and those concepts to this day. Inspired, I returned the next 
year, when she sang Cry Me A River. It changed me forever. To this day it is the most impacting 
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performance I have seen in my life, leaving me full of awe. As Merv Collins (2010) remarked, 
“She could laugh and chuckle a light-hearted lyric which she took delight in, but her tour de 
force was often ‘Cry Me a River’, so angry and intense.”  
 
Biddell explained to me years later that the last time she sang the song, she made a decision 
that it was far too taxing for her to do, and that she could not perform it any longer. She shared 
with me that at the end of the song, she bent right over and let out a loud and long primal 
scream into the floor of the stage. This story alone reveals some of the level of emotion that I 
know that Biddell employed when performing. 
 
As her student, I witnessed Biddell demonstrate that gestures were immediate illustrations of 
the lyrics she was presenting. She would often tell the story with her hands. For example, in 
the popular jazz standard, I’m Beginning to See The Light, one line in the lyric says, “I never 
wink back at fireflies.” This is where Biddell would actually begin to wave around in the air in 
front of her as if shooing away fireflies.  
 
Biddell considered herself a storyteller, and taught that storytelling was the object of artistry, 
using the catch-phrase, ‘We are the storytellers of our tribe’ (Biddell 2008). This was one of 
her significant themes in my series of You Have A Voice vocal workshops that I ran from 2008 
onwards, where I had hired Biddell a number of times to teach the singers. I had wanted as 
many vocalists as possible to experience the same joy and inspiration that I had experienced.  
 
Across many years and in many circumstances, I learnt vital skills from Biddell. A more recent 
example would be at one voice lesson at her home in 2014. She went into her bedroom and 
returned with a long silk scarf. She proceeded to tie my right arm to my body with her scarf 
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and invited me to sing the song with zero movement from that arm. This exercise teaches one  
to “say it with your face.” However, it was also an experiment to compare singing with 
movement and then without, to determine which would prove more powerful for which portion 
of the song. The exercise exposed how movement can help or hinder the communication of a 
message. It was reiterated that this is something singers ought to be knowledgeable of. 
 
Although research into musicians’ gestures is not unheard of in a general sense, with this 
background I was led to realise that Biddell’s standing as teacher and performer was not 
matched with a comparable level of academic appreciation. Indeed, this research is the first 
study of its kind, in analysing Biddell’s use of gesture in performance. Unfortunately, the 
original research plan of directly interviewing and filming Biddell to personally demonstrate 
her use of vocal, musical and physical gestures when performing, was thwarted by her sudden 
and tragic passing only six months after the commencement of the research.  
 
Instead, semi - structured interviews were conducted with three former students of Biddell and 
two of her peers. They included watching a live video of Biddell performing to prompt the 
discussion. The aim of this project was to investigate how Biddell employed a vast culmination 
of vocal, musical, and physical gestures in performance, as well as to ascertain how these 
various gestures were crafted and expressed in a detailed and thoughtful manner. A further 
specific purpose and aim of this research was to provide a valuable resource for all interested 
in Biddell’s techniques, so that they can incorporate them into their own performances, and 
add to their own knowledge of thoughtful singing and performing.  
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2 Literature review 
2.1 Communication 
The earliest writings about singing imply the communication of a text. Singing has an 
archetypal function for words to be communicated in a particular way (Potter 1998). Another 
way of saying this is that singing is centred in the art of communicating. Therefore, vocal, 
musical, and physical gestures become incredibly important when considering how efficiently 
that communication will be transmitted aurally and visually (Kurasawa and Davidson 2005).  
 
Salgardo (2013) undertook a series of empirical experiments to demonstrate how the singer’s 
movements and gestures (vocally and facially) facilitate the communication of their 
interpretation of the intended meaning of the composer’s notation, including its emotional 
character. He found that the effective communication of emotion at the heart of sung 
performance is achieved through the combined use of various acoustical (vocal) and visual 
(facial) expressive cues, gestures, and body movements that are similar to those employed to 
convey various forms of emotional meaning in everyday life through spoken word (Salgardo 
2013). Salgardo (2013) concluded that when a singer is demonstrating a particular emotion, it 
is not in fact a concocted or purely acted feeling, but rather it is built on the somatic and cerebral 
memories of real emotions.  
 
Welch (2005) found that when an audience member considers a performance to be of a high 
standard or convincingly authentic, there is usually a strong alignment between the vocal and 
visual gestures, and the nature and intention of the song. This alignment is a form of 
corroboration (Welch 2005). Welch studied how singing is an integral form of communication 
by researching the use of voice and singing with regard to how we perceive these auditory 
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sounds even from birth, with crying as the first vocal act we perform in our species (Welch 
2005). Welch also reiterated that the symbiotic interweaving of singing and emotion is 
paramount to understanding emotional expression in song as the six main emotions - fear, 
anger, joy, sadness, surprise and disgust - are all commonly expressed vocally. (Welch 2005.) 
 
Hughes (2010) performed a more detailed analysis of the specific vocal techniques employed 
by contemporary singers. In a broad and comprehensive study of vocal artistry, she completed 
one section of her research around identity and individuality. Hughes asked the question to 
eighteen voluntary participants of diverse musical genres ranging from contemporary folk to 
musical theatre to mainstream pop, “How do singers in PCM (popular culture musics) identify 
sound?” She found that encultured identity for singers begins in infancy (Hughes 2010). She 
also confirmed that that the uniqueness of any contemporary singer is evident in how they 
explore, improvise, emote and communicate in ways that are characteristic of the individual 
singer (Hughes 2013). It was shown that various musical and vocal gestures can be used to 
emphasize or extend phrases, for example by incorporating the use of accents and melismas, 
dynamic contrasts, a palette of tonal colours from breathy to clear, a range of onsets and 
releases from hard to soft, and distinct register transitions (Hughes 2010). The use of these 
vocal and musical gestures create the individual identity of a singer and this is in essence an 
embodiment of self (Hughes 2010). 
 
Tsay (2013) found that in music, the sight of performers is as important, if not more 
important than the sound of performers in terms of audience enjoyment. This concurs 
with the result of a study of fifty people, through which it was found that sight is more 
important than sound in recognising the identity of a performer (Mitchell & MacDonald 
2014).  
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The first-mentioned study (Tsay 2013) was conducted in Singapore with 1164 participants to 
determine the role of sight over sound in the judgement of music performance. A series of 
empirical experiments were designed and conducted to test the impact of visual information on 
expert judgment of music performance, and the findings were enlightening. It has been 
commonly accepted that sound is the primary factor in music performance, moreso than sight 
(Tsay 2013). These lengthy tests found that the importance of visual cues in a performance 
cannot be underestimated.  
 
One portion of the seven experiments included providing sound only, visual only, as well as 
sound plus visual stimuli to participants, to ascertain how the overall performance was 
perceived. The results were also compared between the responses of novices and experts. In 
opposition to what seems to be accepted as fact, that sound is more important that sight in 
performance, these tests offer strong evidence of the importance of visual information (Tsay 
2013).  Both experts and novices privileged sight above sound consistently throughout the tests 
(Tsay 2013).  
 
These significant findings have become part of the cutting edge information for performers to 
adopt. By incorporating the outcomes of these tests into their preparation, performers can 
enhance their musical messages by being more thoughtful towards what is occurring visually 
throughout their performances, rather than a myopic focus on sound only.  
 
This concept of audio/visual integration was also studied by Mitchell and McDonald (2012) 
who suggested via a series of experiments that listeners when exposed to a silent video of a 
performance, or to an audio only clip of the same performance, will reliably employ cross – 
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modal perceptions to identify the individual performers. Listeners when exposed to the audio 
only, were 52% successful in identifying the correct performer. However, listeners could 
reliably match the performance of one modality to another for the same performer, thus 
enforcing the idea that a combination of audio/visual gestures is far more effective (Mitchell 
& McDonald 2012). 
 
Indeed, studies in the cognitive sciences have shown that vision is the dominant 
perceptual sense. At least 75% of all information is communicated in this way; hearing 
covers only 13% and touch only 6% (Davidson 2001). 
 
2.2 Gestures 
 
Particularly in contemporary genres, there may be circumstances where the singer 
includes gestures that have nothing to do with the narrative, but are deliberate attempts 
to stimulate the audience. Davidson’s 2001 study of the Eurythmics singer, Annie 
Lennox, found that this was the case in 1995 and 1999 live performances of the song 
Who’s That Girl?   
 
In that study, the gestural content of the performances (as recorded on video) were 
compared, in an attempt to understand the relationships between physical control, the 
musical material being performed, and the broader intentions of the performer. It was 
found that there was a high level of congruence in Lennox’s use of various gestures, 
which were assigned analytic categories.  
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The categories used by Davidson in the 2001 Annie Lennox study were originally created 
by Ekman and Friesen (1981), who specified five categories of nonverbal behavior used 
in verbal communication. These were: adaptors, regulators, illustrators, emblems and 
display. Chosen assessors were asked to confirm or reject suggested interpretations in 
relation to these labels, or suggest alternative labels, within a table delineating certain 
fragments of the performances. This was deemed to be valid because Davidson had 
earlier found that audiences are able to detect finely grained information about musical 
expression and intention from a musician's body movements as well as from the sounds 
(Davidson, 1993, 1994).  
 
In the Lennox study (Davidson 2001), it was concluded (a) that a wide range of 
expressive information is present in, and can be drawn from, bodily gestures of a 
performer; and (b) that bodily gestures are critical for both optimum delivery of the 
narrative and audience engagement. In support of these conclusions was the example that 
towards the end of Who’s that Girl? Lennox is seen dancing playfully with the band and 
encouraging the audience to clap along. The narrative, which was clear at the beginning 
of the song and enhanced by congruent gestures, became a secondary focus by the end. 
The primary focus instead became the energy and enjoyment of the audience, rather than 
the message of the song.  
 
Davidson (2001) noted that these decisions to slightly or largely depart from the narrative 
at any given point, and focus more on audience enjoyment, participation and 
engagement, are decisions that are ultimately made to deliver the best overall 
performance for the audience. In this sense, she found that movement in performance 
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cannot simply be classified as intention specific or musical structure specific, but is 
always derived from a blend of the two.  
 
In contrast, Hatten (2010) believes that it is possible to adopt a pure classification of 
performative discourses that ‘involve the intentionally conceived presentation, 
development and interaction of expressive states’. Hatten (2010) terms these ‘composed 
expressive trajectories (CETs)’.  
 
Kurosawa and Davidson (2005) investigated the Irish band The Corrs’ use of nonverbal 
behavior in the songs What can I do? and No Frontiers. The first author applied the 
Ekman and Friesen (1981) categories, as well as Argyle’s (1975) posture, visual gaze, 
touch and facial expression categories in relation to each line of the sung performance 
and each bar of the music. The second author and an independent person verified the 
analysis. It was found that non-verbal behaviours were crucial to the development, 
production, and perception of the music performance.  
 
In particular, Kurosawa and Davidson (2005) suggest that facial expressions can be a 
form of presentation engaging the personality of the performer with the audience by 
involving facial expressions that communicate sadness, joy, fear, anger, or any other 
emotion. Alternatively, facial expressions communicate nonverbally to band members 
on stage in terms of team building and organizational cohesiveness, while gestures may 
also be used to promote the interaction between band and audience. For example, an 
affectionate smile towards a guitarist during a solo would communicate approval and 
enjoyment. A lead singer introducing her backing singers, and allowing them to sing 
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alone, and then turning to the audience with eyebrows raised, a nod of the head, and an 
approving smile, would encourage the audience to applaud. 
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3 Method 
3.1 Research Question 
How did Kerrie Biddell employ vocal, musical, and physical gestures in performance? 
 
3.2 Ethics 
The institutional human ethics review committee at Sydney Conservatorium of Music 
approved the project (Appendix A).  
 
3.3 Type of Enquiry 
This enquiry was an example of qualitative research, a form of enquiry in which real-world 
data is gathered and subjectively interpreted (Creswell 2007). This was a small-scale, data-
grounded study in which interview transcripts were analysed for thematic content. Points of 
interest deriving from the research question were considered in successive stages of detail until 
specific analytic categories emerged. This process conformed to the ‘Selective Coding’ stage 
of traditional Grounded Theory (Glaser &Strauss 1967). The result of this process is the 
interaction between the researcher’s own thoughts and the thoughts of participants expressed 
narratively. Consequently, the portrayal of qualitative research such as the present involves the 
exposition of both analytical material and the data from which it was derived, typically in the 
form of quotations or vignettes (Yin 2016).  
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3.4 Participants 
Five participants were identified and invited to participate in the project. Each had a significant 
personal history with Biddell, accompanied by a working relationship with her. The criteria for 
the selection of participants were exclusively based on interviewees who had a musical 
background, and were either a musical peer, educational peer, or former vocal student of 
Biddell. Table 1 outlines the participants, their relationship with Biddell and their current 
employment. 
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Name How Do You Know Kerrie Biddell? Current Role 
Jim Kelly  
Guitarist in the band, “The Affair” in 1968 - Biddell was the lead singer. A 
short term romantic relationship and long term friendship and musical 
relationship ensued. 
Professional Guitarist, Music Educator, and 
Record Producer. 
Nicky Kurta Former private vocal student of Biddell, specifically around Kurta’s latter High School years. 
Professional singer, songwriter, and voiceover 
artist. 
Rebecca Henry 
Former Vocal Student of Biddell initially at a Tertiary Level. Vocal and 
recording workshops were conducted by Biddell, a guest teacher at Southern 
Cross University, Lismore, where Henry was a student during the early to mid 
- 1990s. Henry continued private lessons with Biddell for many years post 
university studies. 
Professional Singer, Songwriter and Singing 
Teacher. 
Valerie Tamblyn - Mills 
Head of Voice Studies at Southern Cross University – Lismore. During the 
early to mid 1990s she invited Biddell to teach singers in the Voice 
Department and collaborated with Biddell on educational and practical 
concepts for singers during this time.  
Retired from the University Head of Singing 
role and resides in Newcastle, NSW.  
Nikki Patrick 
Former Vocal Student of Biddell initially at a Tertiary Level. Vocal and 
recording workshops were conducted by Biddell – a guest teacher at Southern 
Cross University – Lismore, where Patrick was a student during the early 
1990s. Patrick attended numerous live performances of Biddell across a 
number of years.  
Full time High School Music and Maths 
Teacher, Part Time Singer.  
 
Table 1. Research Participants 
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The first participant was Jim Kelly. He and Kerrie Biddell had a strong musical history 
together. The present research and the two full albums My Romance and Surrender, produced 
as creative works to represent this research, united the pair to work on music again after a long 
hiatus. Jim had a large poster of his band from many years ago on the wall of his studio, which 
is where we recorded both albums, and Biddell was featured in this poster. I was aware of his 
relationship with Biddell as I had seen them perform together in 1994 and 1995 in Lismore, 
where Jim Kelly was the Head of Guitar Studies at Southern Cross University, which I also 
attended.  
 
The second participant was Nicky Kurta. During May and June of the year 2016, I was working 
with Nicky on a show in Sydney called The Hits of 1976. We both sang backing vocals. During 
our time performing together, Nicky told me she was a former student of Biddell, so I invited 
her to participate in this research. Nicky was a singing student who travelled to Biddell’s home 
in the suburb of Bondi in Sydney through her final years of high school for her private lessons, 
making her a worthy candidate. 
 
The third interview candidate was Rebecca Henry. As Rebecca and I both attended Southern 
Cross University in Lismore, and both completed the Bachelor of Arts in Contemporary Music 
degree around the same time, I already knew she had been taught by Biddell. Biddell was a 
guest lecturer at the university during 1994 and 1995, and taught vocal workshops to all the 
vocalists during our years there. After university, Rebecca also had private lessons with 
Biddell, making Rebecca a very suitable candidate for this research, as she had a close working 
relationship and long term background knowledge of Biddell.  
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Valerie Tamblyn – Mills the fourth participant, had an established career as an Opera singer 
with the Victoria State Opera in Melbourne. She later became the Head of Vocal Studies at 
Southern Cross University. This was around the time that Biddell would travel from Sydney to 
Lismore to teach the vocalists and musicians in the music degree. Valerie worked alongside 
Kerrie Biddell and they were educational peers.  
 
The fifth participant was Nikki Patrick, who also completed the Music Degree at Southern 
Cross University. She knew Kerrie well as a performer, a mentor, and as a person.  
 
3.5 Data Collection  
Interviews were conducted in a convenient location to each participant. The use of convenient 
locations was part of the research design in order to increase the potential for each participant 
to feel at ease and maximise the likelihood of speaking in an unhindered manner.  
  
The video of Perfect Stranger was played from an Apple Mac computer, connected to a UE 
Boom portable speaker. This was done in order to bring greater clarity to the audio dimension 
of the video than the inbuilt computer speakers would have provided.  
 
Interviews were filmed with either a Black Magic Ursa production camera, or a Canon XF100 
camera, which both provide high quality footage. The audio was recorded on a Zoom H6 Audio 
Recorder to ensure clarity of sound. After the interview, the C-fast 2 card containing the footage 
was removed from the Black Magic Camera and the media was transferred onto an Apple Mac 
computer via a C - Fast 2 card reader. The media from the Zoom H6 was also transferred to 
the same computer via a corresponding card reader. This data was all synchronized and 
exported to create the final videos which were put onto a hard drive to be transcribed.  
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The interviews were designed in three main sections: the background of the relationship 
between the participant and Biddell; Biddell and her use of gestures; and the video of Biddell 
performing Perfect Stranger live on television with the Midday Show Band (YouTube public 
domain) in relation to gestural aspects of the performance. 
 
In each of these sections of the interview, pre-prepared prompt questions (see Appendix 6) 
were used to shape the discussions. In this way, the interviews are best characterised as semi-
structured. 
 
The prompt questions covered the topics of vocal, musical and physical gestures. Specific vocal 
gesture questions related to Biddell’s vocal features and qualities. For instance, they covered 
how Biddell’s vocal features may have influenced other singers, her unique vocal 
characteristics, and the technical elements of her vocal performance style. The musical gesture 
questions related primarily to Biddell’s melodic and rhythmic improvisation. They also 
covered her interaction with band members. The physical gesture questions related to how 
Biddell used her body in performance. In particular, her stage presence, facial animation. and 
use of hands were canvassed. 
 
3.6 Data Analysis  
Interviews were transcribed and checked for accuracy. The transcriptions were analysed 
thematically to find common ideas in what each interviewee expressed concerning Biddell’s 
vocal, musical and physical gestures. Initially, points of thematic interest were isolated. Then 
they were regrouped in terms of identifiable sub-categories within these three kinds of gestures. 
These sub-categories became analytical headings. In practice, this worked as follows: 
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a) General thematic exploration 
The first and most important theme that arose was that Biddell was indeed a singer who 
employed a deliberate and thoughtful array of gestures. As ideas were explored, such 
as the role of the body in performance, facial animation, character creation, and vocal 
qualities, further themes arose for example, relating to other musicians, creating a 
scenario and a backstory for each song, and her overall work ethic and preparation. 
These were all themes that surfaced throughout each interview. 
 
b) Regrouping  
It was necessary to extract the gestural significance of each thematic point of interest. 
By doing so, analytical subcategories formed. For example, vocal qualities were refined 
in terms of the vocal gestures of portamento, imitating instrumental sounds, and 
transitioning between vocal qualities.  
 
c) Dealing with Miscellaneous Points of Interest 
Findings that were relevant to understanding how the gestures of interest came about – 
such as the role of storytelling, or the challenges raised by Biddell’s health conditions, 
were regarded as sufficiently important to be included in the results. They were given 
separate treatments as contextual bookends around the presentation of the gestural 
categories.  
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4 Results 
 
Five experienced musicians who worked extensively with Biddell participated in semi-
structured interviews to discuss her mode of practice and performing, in relation to a video of 
Biddell singing live, as well as their own memories of having worked with her. In answer to 
the question of what vocal, musical and physical gestures Kerrie Biddell employed in 
performance, the following was found: 
 
(a) Biddell employed portamento, imitation of instrumental sounds, and transitions 
between vocal qualities; 
(b) Biddell used guide tones; 
(c) Biddell demonstrated constant movement, movement in time with the beat, hand 
gestures, emphatic delivery, and facial animation. 
 
These findings within the overarching observations of her commanding stage presence, and 
personal qualities of good humour and commitment to excellence.  
 
4.1 Contextual Findings  
 
 
 
In relation to stage presence, it was noted that Biddell was a “natural” on the stage, and came 
alive in front of an audience. The interview participants remembered her capacity to capture 
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the attention of an audience, and how this quality seemed to be endowed upon her, rather than 
something she had to deliberately concoct. 
 
REBECCA: She had such a presence… I know that we are all unique in our own 
ways, but she had a commanding presence that few had. 
NICKY: She was small, but she had a great presence. It was subtle, from what I 
remember. It wasn’t over the top but everything had a purpose. 
 
In relation to Biddell’s humour, it was noted emphatically by every participant that this was a 
significant personality characteristic, displayed both on and off stage. 
 
REBECCA: She was funny. She was a funny person. When I got to know her she 
was hilarious. 
NIKKI: She was funny, very funny! 
 
The participants all said that Biddell was at home on the stage, and all commented on her 
incredible sense of humour and quick wit, combined with her high level of musicality. Notably, 
she was remembered not only for what she sang, but for what she said. Her stage banter was 
littered with intelligent gags and well-timed one liners, often engaging verbally onstage with 
band members to bolster these entertaining moments for maximum impact.  
 
JIM: She had surprises all the time, sometimes also in the things she said. 
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In relation to commitment, the interview participants mentioned how seriously Biddell treated 
her music and performing. They talked about her embracing an attitude of unwavering 
excellence. Biddell utilised this attitude of excellence during her professional career, which 
enabled her to develop the crafts of singing, teaching, and performing at a high level of mastery. 
It also attracted widespread respect from students, peers, and audiences. 
 
REBECCA: When you had the privilege of being in the room with her, she would 
just have gold continually dropping out of her mouth. Everything she did was just 
inspiring and incredible….everything she did was impeccable. … She brought 
respect to her own work. 
 
The respondents all mentioned the extreme generosity of spirit that Biddell possessed, and 
spoke of her nature which was firm alongside her quick and intelligent sense of humour. This 
was all tempered with her kind heart underneath a somewhat strict and occasionally tough 
personality. Her strong skill set as a musician, singer, and high level interpreter of songs, mixed 
with her confidence and musical knowledge, made for a well-developed performer who made 
a lasting and indelible impact on each of the respondents.  
 
JIM: She brought a lot of goodwill with her and a lot of concern for the people 
playing behind her. … She brought the idea that you were all going to go on this 
musical journey together and that you weren’t just the servant or slave to the 
person out the front, i.e. the vocalist. She was inclusive. The trombone player was 
just as important as the drummer and everybody meant a lot to her and you could 
feel that. She loved the musicians. 
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The quality of Biddell’s to be inclusive and operate from a basis of equality to all players 
without using any type of hierarchy, was appreciated by band members. They noticed how 
Biddell cared for them as individuals.  
 
VALERIE: There was no “rest of the band.” Kerrie was a band member. Although 
Kerrie was the front person… she was very much a member of the band. 
 
All reported that Biddell respected not only what she was doing, but what everyone else on the 
stage was bringing. She was aware of the mastery and effort across many years that each person 
had invested into their individual craft. Her love for music, audiences, and for musicians was 
a clear theme throughout the interviews. 
 
REBECCA: Kerrie decides, “I am going to respect my audience and they are going 
to love this, because I am going to give them everything” and she gave everything 
apart from just giving it from a spiritual or emotional perspective and all the 
technique, she gave it everything. 
 
Biddell, for some of the respondents, seemed to embody the “complete package” as a performer 
who gave one hundred per cent. Nothing was lacking.  
 
REBECCA: Everything she did was just inspiring and incredible. 
NICKY: Everything. Yes. (She brought) Everything. 
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It was reported that Biddell’s standard of excellence was such that she would rehearse so much 
that it was almost not possible to get it wrong.  
 
VALERIE: Unrelenting excellence. If she felt she “blew” something, she would be 
incredibly hard on herself. Probably harder on herself than any student and 
“absolute preparation” and that is why she could just get up on stage and make it 
look so natural and she absolutely is not “mucking around”. 
 
On deeper and more detailed observation and reflection by respondents, it became increasingly 
evident that Biddell was an almighty force to be reckoned with on the stage, and she was deeply 
committed to the music and to the craft of performing. Nothing was lackadaisical in approach 
or delivery for Biddell. Quite the opposite was true. Students of Biddell also absorbed multiple 
lifelong lessons. 
 
NIKKI: Heart and soul. Commitment. Excellence. Discipline. She taught me those 
things. 
NICKY: Being present. Being prepared. Being connected to the song ….connecting 
with the audience as well. Sometimes that just means being connected to yourself. 
Kerrie always owned it. 
 
The interview participants agreed that Biddell’s confidence was evident, whether speaking or 
teaching. Biddell carried herself with authority and grace, despite her physical setbacks 
(arthritis etc). Her confidence manifested itself over the complete spectrum of stagecraft. On 
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the one hand, Jim referred to her capacity to “prowl the stage”. On the other, Nicky referred to 
her capacity for subtlety, stating that Biddell was “not over the top”.  
 
The lessons imparted by Biddell were notably influential for the former students especially, 
and ranged from basic mentoring instruction through to advising singers on deeper life issues 
and business dealings in the music industry. The former students all relayed that they were very 
appreciative of their time with Biddell, and were impressed and changed by Biddell as a teacher 
and as a performer.  
 
NICKY: Just being healthy and looking after yourself physically and mentally, 
because after all the singer is special. Kerrie was so open about talking about the 
process and sharing. 
VALERIE:   She was as tough as old boots… Yes, she was scary, but always with that 
aim of “you have to have a bit of guts to get on in this business”.    If you can’t take 
it here in the classroom, well then a person is not going to survive the first time a 
producer says, “You are not good enough for me, thanks.” 
 
Authenticity was a key component of Biddell’s career. It was reported during the interviews 
that Biddell understood that believability was necessary to truly connect with people. “Show 
business” can receive criticism for being unsophisticated, tacky, “going through the motions” 
or being simply inauthentic. Biddell did not usually subscribe to any part of this side of the 
business, and worked hard to stay relevant and believable, allowing the characters she created 
to deliver their truth through her. 
 
 26 
JIM: There was always a freshness about her. That of course gives it realness too. 
It wasn’t manufactured. 
 
Regarding her presence on the live stage, the profound skill of captivating an audience was one 
of Biddell’s most well known features. Not only could Biddell captivate, she could then keep 
the audience engaged. Respondents mentioned her mesmerising nature which, in addition to 
the factors outlined above, was sometimes  simply due to the fact that it was, “Kerrie Biddell,” 
and that enigmatic factor was reason enough for the audience to remain engaged.  
 
NIKKI: Kerrie was just Kerrie!! If she was singing, she would just draw you in 
because she just had a beautiful sound. She was highly professional. Highly 
talented. Excellence. Sound of her voice pulled you in and when you were there she 
had you. 
 
The respondents often mentioned the uniqueness of Biddell and how she stood out from other 
singers in her era. This unanimous point of view seemed to be formed by a mixture of her 
strong work ethic, her excellence of performance and an enigmatic element that could not be 
easily articulated in words, and was referred to as a “gift.” 
 
NIKKI: I could do everything that Kerrie did or I could teach someone to do 
everything that Kerrie did and they would still not capture what she could do. What 
she had was the gift and the technique. She had both. 
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The unique vocalist, Kerrie Biddell, was truly admired for this reason. There was no one quite 
like her. 
 
NICKY: Kerrie made it her own. Everything she did, she made it her own. She 
wasn’t imitating anybody. It was her spin on what was happening. She was unique.    
JIM:   There was a “bell like” quality to her voice and I remember her saying to me 
… then, that she did not think that the sound of her voice did very well as her gift … 
I can sort of understand that because there was no “husk” in it and there was no 
absolute sound like a kind of “Renee Geyer” quality to it, or a voice like “Janis 
Joplin”, really kind of oddly peculiar.   What she did with what she had, that was the 
astonishing thing to me…. Oh, her range was ridiculous …  She was very emotional 
when she sang, she could dredge up things which would give you a fright.    
 
Biddell was recognized as one accustomed to pushing the boundaries of excellence to greater 
heights, and searching for new and innovative ways to bring something different to her 
interpretation of a song. The band members who thought they had “seen it all” after working 
closely over a long period of time with Biddell, were continually surprised by a fresh approach, 
gesture or body movement that was brand new to them. 
 
JIM: I played so much with Kerrie that I got used to seeing her many moves but 
then at times I would see moves I had never seen before.  
 
Participants noted that Biddell was known to study songs more like an actor by considering the 
text, the sub - text, the character backgrounds, and the intentions behind the words. This 
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focused and detailed analysis of the songwriting helped Biddell create  gestures that further 
emphasised and reinforced what she was expressing lyrically. Biddell's proficiency for analysis 
and for incorporating gestures into her performances was remembered and mentioned by all 
participants. 
 
A common theme that arose in the interviews was regarding the way Biddell gave detailed 
attention to exactly what the audience would see, hear, understand, and experience. She also 
successfully taught her students to practise using gestures to reinforce the message in a song, 
and she modelled her methods to them. Biddell was known to demonstrate these concepts to 
singers at vocal workshops as well as in private lessons.  
 
Three of the participants were former students of Biddell, and each spoke of being taught how 
to delve deeper into the art of emphasising words, phrases or emotions in an expressive way. 
These former students who are all now professional singers, spoke very highly of Biddell as a 
mentor, and it was clear that in their collective opinion, she surpassed any ideal of being a 
“regular” singing teacher. Biddell trained herself and trained her students to focus on various 
gestures as an important part of every performance.  
 
REBECCA: She would say, “don’t waste a word or the intention behind it…you 
have three minutes to deliver something, only three minutes…make it count!” 
REBECCA: She would make me over think things, not in a bad way, but to make sure 
that everything had an intention, that every run had a meaning, every note that I 
sang, every way that I moved.    Everything had to have meaning and she made me 
more analytical of myself I think than anyone because I had that one on one time a 
lot too. 
 29 
 
It was clear from all responses that Biddell was known as someone who cared very deeply 
about her preparation and was meticulous in her personal practise. Regarding all the aspects of 
the music, stagecraft, and delivery of the song, she knew exactly what was going to happen 
and where.  
 
Biddell was cognisant of all the steps required of her. She would consider and trial all factors 
before she went on stage. She believed that a thoroughly prepared approach removed 
debilitating nerves, created a strong performance, and established a grounded foundation for 
the song. According to Jim and Nikki, she was impressed with other singers and musicians 
who prepared their performances in detail, and were accustomed to deconstructing their 
performances, such as Ella Fitzgerald and Barbara Streisand. Automaticity was achieved by 
the well -prepared Biddell, thus she was able to deliver songs with ease. It did not feel, look or 
sound forced but was well constructed. 
 
REBECCA: There was not a note as far as I could tell, that wasn’t deliberate, 
regardless of style. Everything was considered and with all of the background work 
and all of the practise that is done, then everything just came out naturally, even 
with an improvisation. 
 
This well constructed and planned performance approach was in no way contrived or rigid. It 
was expressed with freedom and ironically the more secure and solid the preparation was, the 
more freedom was attained in the delivery.  
 
 30 
NICKY: She knew what she wanted all the time. She did her homework. She was 
always well versed in what she was doing. Kerrie was prepared. She was always 
prepared….A lot of the stylistic stuff that I learnt about was how to approach a 
song. 
 
The interviewees were aware that Biddell was cognisant of preparing her gestures. Biddell 
planned and mapped out the way in which she would perform the song to include bodily 
gestures. She was very mindful of removing any and all extraneous gestures and only 
incorporating what would be worthy and purposeful. 
 
VALERIE: Her body is seamlessly integrated into the performance. There is no 
senseless gesturing, no senseless movement. It all has a meaning to express the 
lyric but it also has a meaning to contribute to the music. 
 
Many performers respond, “in the moment” when on stage, whereas it seemed clear from the 
participants that Biddell’s approach was far from haphazard or random. Applying thorough 
consideration of appropriate physical gestures which would align with the lyric, was a 
commonplace exercise for Biddell.  
 
NIKKI: She was methodical and very prepared. 
 
The participants recalled that one technique Biddell used for analysis was to watch videos of 
herself performing. For example, Rebecca recalled watching with Biddell some early videos 
of her, noting that she danced with complete freedom and was totally immersed in the music.  
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REBECCA: So, we would sit there and watch some of her old, sometimes grainy, 
performances on television and I would watch her move her shoulders. She was a 
big fan of the shoulder and the head tilt and getting the expression through without 
having to exaggerate and without having to do too much, but at the same time she 
wanted the audience to feel what she had inside.  
 
4.2 Vocal Gestures 
 
Watching the video of Perfect Stranger prompted verbal descriptions of some of the vocal 
techniques observed in Biddell’s performance. 
 
NICKY: Vocally … she used the growl effect a couple of times. She used some 
breathy sounds a couple of times, and at the end she did the trumpet imitation as 
she went up an octave. She would lean on some notes, push and slide up, and they 
were often passages that she repeated but she made them different each time. 
 
Whilst it is possible to describe any of these individual techniques as vocal gestures, in the 
current analysis, the relationship of vocal techniques to one another emerged as the basis upon 
which analytic categories were formed to describe vocal gestures. These categories were: 
a) Transitioning between vocal qualities;  
b) Use of portamento; and 
c) Imitating instrumental sounds; 
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4.2.1 Transitioning between vocal qualities 
 
Biddell’s ability to switch rapidly between different vocal timbres or techniques more 
generally, was a feature of Biddell’s technical repertoire, which in itself, functioned as a vocal 
gesture.  
 
VALERIE:    There are many qualities in her voice … she moves completely 
between speech with that lovely warm lower straight speech quality and the last 
notes there “high cry” are absolutely high and tilted larynx and she does 
everything in between those and she can flick in and out of them really quickly. … 
She had that real ability to flick in and out of each different quality. One that I 
would call “speech quality”.   I certainly heard what I would call “cry” quality.    
I certainly heard her use “glottal fry” and “growl” and I certainly heard her use 
falsetto and … she loves the aspirate gesture which is just a “pushed falsetto”. … 
So, she doesn’t have “a quality,” which is what I found fascinating about her 
because she could flick in and out of whatever she needed to enhance the note, or 
enhance the phrase. 
 
Valerie’s technical analysis of Kerrie’s vocal soundscape covered a multitude of vocal onsets, 
timbres and dynamics. However, flicking between different vocal qualities is not employed by 
all singers. 
 
VALERIE: A lot of people have to stay for a while in a phrase in one quality, then 
they might move to belt the last phrase or something like that. 
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The flicking described above is never-the-less anchored in a safe vocal posture. This means 
that the vocalist ensures that there is no constriction in the vocal folds and that the 
sternocleidomastoid muscles are engaged to take the labour off the vocal folds. 
 
VALERIE: I was going to say about her laughing, that she would not think that 
was part of her technique, but that is why her voice is so fresh and stayed so fresh 
for so long. So, when she laughs she retracts her false vocal folds and she anchors 
her sternocleidomastoids in (by using) her cheeks. Although she likes the 
“growly” sound it is not her constant vocal posture.   Her constant vocal posture 
has that laugh in it and that keeps her safe, so the rest is decoration and she can 
afford to be a bit nasty.    The basis of it has that laughter in it, which is both 
charming as a performer and also safe as a technique. 
 
Biddell could also transition seamlessly from one vocal quality to another over the course of a 
phrase. Valerie’s comments regarding this conform to my personal recollection of Biddell’s 
style. 
 
VALERIE: She keeps that all in one quality but she does have another thing she 
does that can start from that “high twanged cry” and just to come right down to 
end in “belt” or end in “speech” and it’s seamless. That’s a very “Kerrie” sound. 
 
Participants agreed that Biddell had a well - honed ability to portray the emotions of any of her 
characters and could easily switch from high energy laughs to a deeply personal song of 
heartbreak. She was known to deliver this with astonishing commitment.   
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4.2.2 Use of portamento 
 
A sophisticated technique used by Biddell was portamento. It was employed to connect notes 
in a legato fashion, but with a pitch-sliding between them. 
 
VALERIE: In this video, there is a little example, and I would call it more of a 
vocal gesture, …she would have a beautiful little “portamento” just to smooth the 
phrase out between the notes…when she sings “right out of this world.” [A] 
portamento technically is the note you start on and the note you finish on with 
every possible note in between and she does that so beautifully. 
 
 
4.2.3 Imitating instrumental sounds 
 
At time point 1:50 on the Perfect Stranger video that the interviewees were asked to watch, 
Kerrie is observed wordlessly doubling the trumpet line during a short musical interlude. The 
imitation of the trumpet sound was noted by all participants.  
 
VALERIE: Gorgeous sound and now we are in “high cry”.    She doesn’t know 
that she has her tongue glued to her molars, with her tilted thyroid cartilage 
forward, but she has, and at that point she becomes a band member, as another 
instrument. … There is another screaming trumpet with mute.    The trumpet still 
has a job to do and she is not going to take over and she would be way off mic. 
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The sound quality of the final two notes on the video was described as being imitative of 
instrumental sound. This was understood as being unique to Biddell. 
 
VALERIE:    I don’t really know anyone who uses that sound with “high cry” with 
mighty “twang”.    That’s a very “Kerrie sound”.    It is like she is being a 
saxophone, which is that orchestral sound.  
 
The imitation of instrumental sound was put to use in terms of the relationship Biddell 
had with her band. For Biddell, the relationship between singer and instruments was a 
site for a kind of musical interplay. 
 
VALERIE: She did that great thing of flirting with the orchestra.    I don’t mean 
physically flirting.    I mean vocally flirting with the orchestra, which was just 
gorgeous.    I did love that she could turn that over to the beautiful “brooding” 
quality. … She uses “twang”, especially when she is flirting with the band.    It 
was a very brassy band and she was using twang to reflect that. 
 
Biddell taught her students to imitate instrumental sounds. She felt this was an important 
practice for singers to embrace. 
 
REBECCA: She would often ask me to sing the brass notes and hear what the horn 
players were doing, and she would ask me to sing and sound like that.   She would 
ask me to listen to the guitarist too, and she would ask me to try and sing like that 
as well. She would try to get me to take something from all those instruments and 
ask me to create something special in a scat. 
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Kerrie’s ability to imitate instrumental tones seemed to have been based on her outstanding 
aural skills. Biddell’s long-time collaborative partner, Jim Kelly, reported his appreciation of 
her advanced aural skills. This seems to indicate that Biddell may have openly demonstrated 
them in rehearsal and performance, as well as in her teaching as reported above. 
 
JIM: Kerrie could hear into a big band arrangement and burrow in and sing the 
trombone part.   It was all separated to her but for me it was all together, while 
she was hearing it in stratas.    
 
4.3 Musical Gestures 
 
Each participant described that Biddell was a powerful performer who relied upon multiple 
vocal, musical, and physical gestures. However, the data apprehended in relation to musical 
gestures was comparatively scant, and in effect limited to the concept of guide tones.  
 
Rebecca remembered that Biddell would have her “listen to the “guide tones” [to] hear where 
the fundamentals of the songs were.” However, Valerie had a more thorough recollection of 
how Biddell taught improvising with guide tones. 
 
VALERIE: She was able to impart to people that really magical thing of a chord so 
that the “tonic and the 5th are there” and they are very strong and they pump out 
stuff but all the information about the chord is in the“3rd and the 7th”and to say that 
and then to teach people to keep as close to their starting note as possible and just 
descend and they will be using those “3rd and 7th” notes. …She would say to one 
“you start on the 3rd” and to another she would say “you start on the 7th” and see 
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what happens. … [H]er ability to impart a confidence in using the “harmonic 
structure” of music to create the emotion…, I have found that in my life of being 
exposed to “millions” of teachers that is unique.  
 
 
4.4 Physical Gestures 
 
The five participants were unanimous in describing Biddell as a physical performer. Biddell 
was known to them as someone who gave great thought to her overall movement on stage, the 
use of her facial animation, and the use of her body. They talked about her approaching songs 
with much consideration regarding various physical gestures, and were all acutely aware of a 
nuanced physicality in her performances. It was reported that Biddell would also discuss these 
concepts at length with her students, and educate them about the power, impact, and necessity 
of physical gestures.  
 
The data available in relation to physical gestures was of such a rich fabric, that several analytic 
categories emerged.  These were: 
 
a) Constant movement; 
b) Movements in time with the beat; 
c) Hand gestures; 
d) Emphatic delivery; and 
e) Facial Animation. 
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4.4.1 Constant Movement 
 
The live stage is where Biddell truly shone, with the trait of using physicality to support and 
enhance the lyrics. Her efforts and focus did not go unnoticed by audiences or even band 
members.  
JIM: She didn’t do a “Shirley Bassey” who just stands there and sings…..She was 
never static. It was a constant movement of some sort, even if it just came down to 
her facial expression, something physical was going on all the time. 
 
Biddell, as was her practice, would teach her students to follow her lead in the use of constant 
body movement. She ensured that they were always increasing in awareness of how to use their 
body to constantly move on stage, such as to dance with the music, or to express emotion. They 
were taught to explore the space and to achieve a more compelling outcome by incorporating 
body movements into their songs on the live stage.  
 
NIKKI: She was very animated. With her body she was animated. She moved a lot. 
I remember her talking about the “singing stick”. She would say – “don’t stand 
there and be a singing stick.” That was Kerrie’s style. She was very methodical 
and into that kind of movement. 
 
Biddell’s body, face, shoulders, head, plane of head, arms, posture, eyes, eyebrows, hands, 
knees, legs, hair, fingers, mouth and feet, were all possible tools for her to convey the messages 
and stories in each song.  
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VALERIE: Her head goes down and then quickly back up again while she becomes 
one of the band people for a moment and then when her head comes back up, that 
adds a rhythm to the statement she is singing. 
 
The interview data showed that the effect of constant movement was achieved by the use of 
many gestures, particularly when directed toward the storytelling aspect of vocal performance.  
 
NIKKI: To really tell a story well, there has to be a lot of gestures. 
VALERIE (in relation to Perfect Stranger):    Flirtatious little miss, she is!!! …There 
are a lot of gestures in there. 
 
 
The art of interpreting a song was something Biddell spent many years perfecting, and the 
interview responses showed that she was entirely convincing in portraying the story whilst 
using physical gestures, often transporting the listener to a different realm.  
 
REBECCA: …it was just the little things, the turn of the head, the shrug of the 
shoulder and always the eyes….. I was transported. That is how Kerrie made me 
feel. As a performer I was mesmerised by her and I couldn’t take my eyes off her. 
 
 
4.4.2 Movements in time with the beat 
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This particular skill was noted and seemed to be part of the way Biddell was musically and 
rhythmically inclined.  
 
REBECCA: The way she was using her face, her eyebrows and every time she was 
moving her body it was always in time with the beat and the “stabs” and when there 
is silence she holds her body still.  
 
4.4.3 Hand gestures 
 
The use of the hands and hand gestures became quite a prominent theme in the interviews. The 
participants mentioned Biddell’s substantial impact on the stage by using her hands during 
performance.  
 
NICKY: I do remember Kerrie and the movements of her hands. We did a lot of 
analysis. I always go back to the hands…for me it was her hands.  
 
It was also mentioned how Biddell would musically punctuate phrases with hand gestures to 
further enhance the story or the message of the moment.  
 
VALERIE:    At the end of the phrase she does a sharp choppy hand movement.   She 
does a vocal gesture first and then finishes it with a hand movement after the phrase 
has ended, but it feels like it is still part of her voice. 
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REBECCA: Then a little “hand” movement while telling the story. They were not the 
subtle or gentle movements in that song, it was animated with the “hand” throwing 
and with a bit of a hip wiggle in that one which you don’t always get to see. 
 
4.4.4 Emphatic delivery 
 
Biddell’s ability to penetrate the soul of a listener was a characteristic that she was recognised 
and applauded for during her career. She sang with refreshing abandon and every person who 
was interviewed conveyed how impressive Biddell was on the live stage in relation to the 
emotional delivery. 
 
REBECCA: She could come out on the stage and just blow people away. 
 
It was also mentioned through the interviews that Biddell was a singer who could do this at a 
high standard across multiple genres. This clear versatility was one of the factors that enabled 
her stage presence to be truly appreciated by the audience, as she could be comedic and 
character based, soulful and funky, powerfully lead a big band or intimately sing a heartfelt 
country ballad. Biddell was revered by peers, students and fans as an artist who had many 
facets and colours in her performances. From the controlled environment of a TV studio to the 
spontaneity of the live stage, her range of expression was fully exhibited and accordingly 
adjusted to complement each situation. 
 
REBECCA: There was such a dramatic contrast between what I see in a sterile 
studio compared to the raw ability that she could do on stage. There was a massive 
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contrast on television where she would just have to sing the song, whereas live she 
was like a lion. To look at Kerrie off stage, as she got older, she was just a little 
old lady that you could walk past in a shop and not realize who she was and think 
that she was just a little person going about her day. When she got on the stage, as 
I said before, she was like a lion, she was just commanding from the second she 
walked on stage, from the way she held the microphone, everything was intentional, 
everything. 
 
When there was a need to emphasise a point in any given song, participants explained that the 
use of the body was one of the main methods Biddell would consider employing to achieve 
this. This was so even if it meant being still for a period. When Biddell was moving, depending 
on the song, she could be dancing, walking across the stage, spinning around or even sitting 
down to create a scene. 
 
The interviews evidenced that physicality was indeed a unique point of focus for Biddell, who 
excelled in her detailed method of incorporating various forms of physical gestures in her 
songs. 
 
4.4.5 Facial animation 
 
The performance device of facial animation was commonplace as a characteristic in the 
performing and teaching of Biddell. Participants recalled how a smile, a frown or a wistful look 
were just some of the ways her various emotions, characters and messages would be expressed. 
Biddell was adept at studying the deeper layers of a song for the purpose of determining how 
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she could best express each moment. Endless creativity was found in her face which told the 
story powerfully, almost without need of any sonic addition.  
 
JIM: There are plenty of videos around of her and if you watched and just turned 
the sound off and looked at her face, you may even get a shock. You would then be 
surprised when you realise she sings as well. 
 
Biddell was evidently a singer who carefully considered the many varied aspects of a song and 
how to best deliver her performance. Thoughtful facial animation and expression enhanced her 
overall delivery and was mentioned by each respondent as a significant part of Biddell’s usual 
approach.  
 
VALERIE: She uses “head flicks”, “winks”, “eyebrow raises”, particularly just 
on one eye. She smiles and she flirts. Her eyes are very expressive. … In the song 
on the video it is fairly percussive and choppy.    … She has a kind of staccato 
choppy movement with her eye flicks and things like that.    They are suddenly there 
and then they are not there.   
 
It was also mentioned that Biddell was exceptional at this form of physical gesturing. It was 
agreed that Biddell was able to successfully communicate through her face, her eyes and her 
overall facial animation to move people and connect in a very real way. 
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JIM: I think she was more concerned with the lyric content and making the 
theatrical thing happen through facial moves and creating an atmosphere that went 
beyond the voice. 
 
Biddell understood that the story in a song would be better communicated by the additional use 
of facial gestures and animation, so she spent time working on and enhancing her own skills in 
this area and also invested time into teaching these concepts and skills to her students. 
Especially this concept of storytelling using facial gestures and animation.  
 
REBECCA: Everything was a story. She would tell everything with her eyes and 
you felt everything that she was singing. She sang amazingly. 
 
Even the smallest facial gesture could make an enormous difference, and Biddell was conscious 
of this. She utilised as many parts of her face as possible to bring her songs to life, whilst 
ensuring that her gestures were aligned with the lyrics therefore adding weight to a word or a 
moment.  
 
VALERIE: one little (facial/gestural) change that could make a difference to the 
song. 
 
The smaller gestures, albeit small, were indeed powerful. They were well noted by the 
participants. 
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REBECCA: There is a lot of “eyes”….Her eyebrows…they animate everything 
when the eyebrows are lifted. 
NICKY: If she was bringing something that was smaller, facially she would bring 
it down and be more focussed. 
 
There are also occasions when singers use their facial muscles and the shape of the jaw and 
mouth for technical purposes, to ensure that a note or phrase will sound as desired. It was raised 
by former students in the interviews that Biddell was fearless in doing whatever it took 
technically to achieve a certain sound or vocal gesture. If this meant using her face in a way 
that lost “attractiveness” she was more than willing to do so to ensure the sound was right.  
 
NICKY: She was animated, and she wasn’t afraid to pull a face if she needed to get 
a note, she just did it. 
REBECCA: I would say physically, that would be the most prominent thing - the 
way she used her face, apart from her using it from a technique perspective. When 
she was really into it, that was different because she would sometimes clench her 
face and she would become all animated. She would work hard to technically 
deliver. 
 
Biddell was a well - known entertainer at a time in Australian history where singers of her 
calibre performed often on television with large live bands, orchestras and accompanists. The 
shows often had substantially sized house bands and Biddell was a regular performer on a 
number of these television shows. When performing on camera in the studio environments, 
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which is something Biddell was very accustomed to, it was reported during the interviews that 
her facial animation was even more pronounced and adapted to suit camera work.  
 
NICKY: She was very aware of the camera and where to look and she would have 
been aware of the camera positions. I did learn that with her. 
REBECCA: She told everything with her eyes….and especially when you see 
television shows, where she really intentionally looks down the barrel of whatever 
camera she was looking at … Very direct down the camera.    Head movements 
towards the camera.    I noticed her eyebrows and they are things that others 
probably would not notice, but they animate everything when the eyebrows are 
lifted. 
 
Participants reported that Biddell was a singer who would indeed strive to achieve alignment 
of her gestures, message and music. She also believed that the audience required visual 
assistance with corresponding facial gestures, to help them absorb what was happening in the 
music. She had a unique capability to express lyrics in a very authentic way by ensuring her 
gestures were rightly aligned, not extraneous and were purposeful.  
 
VALERIE: It is so integral and so real with Kerrie, none of this is “pasted on.” It 
is her expressing the song. It is not a “smile and a wink” at the audience that is 
outside the song. It is a “smile and a wink” that is inside the song. It is inside the 
expression of the song. So, the head flicks are not choreography, they are 
expression. She uses the “head flicks.” She “flicks” but it is not “Young Talent 
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Time” flicking. She believes that the phrase needs the “flick.” In other words, what 
I am singing needs the “head flick.” 
 
The respondents discussed how mindful Biddell was with regard to her audience and what 
experience they would have whilst listening or watching her perform. The smaller facial 
gestures carried great weight and communicated exactly what was needed at any given time 
during the performance.  
 
JIM: Whenever she wanted to lighten the load in her face, she would smile, because 
she could get very intense at times. She would let that smile out and she had a dead 
set twinkle in her eye….she would pop her eyes sometimes…she expressed so much 
with her eyebrows. 
NICKY: She would accentuate things with her face and she moved with the music.  
  
4.5 Combining vocal, musical and physical gestures to tell the story 
 
Biddell combined vocal, musical and physical gestures to consciously create the 
backstory of a song, as well as its scenarios. Participants all mentioned the deliberate 
thought and time invested by Biddell into the process of imagining a background 
narrative for each of her songs. This was specifically done for the audience to experience 
a journey in every song, and as a way to truly interpret and personalize each song.  
 
The lyrics in any song would be completely deconstructed and analysed by Biddell so that she 
could create a character where the elements of posture, bodily movement and facial gestures 
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would align seamlessly with the lyrics. She was known to write multiple pages about the 
characters she devised and to create detailed scenarios for them. Their clothes, fashion sense, 
insecurities, weaknesses, strengths, age, relationship history, upbringing, personality and 
emotional maturity were all considered at length, for every song, before it was performed. How 
to write and use a scenario for a song was considered to be of premium importance for those 
working with Biddell as students. 
 
NICKY: A lot of the stylistic stuff I learnt about was how to approach a song. The 
background of the song and the story, and also telling that story and how to tell the 
story. 
 
Focusing on the character creation and background story became a unique and true point of 
difference for Biddell who, according to each participant, wholeheartedly embraced this 
interpretive device.  
 
NIKKI: For example in the song “Cry Me A River” and the story of her being a 
secretary and all that kind of thing and how she has come home at night. It’s almost 
a type of “acting.” So, she creates a character, a scenario and a story from looking 
at the lyrics. There is no right or wrong. She just gets “creative” and she then 
becomes that character. 
These comments are consistent with the researcher’s recollections of questions and comments 
frequently posed by Biddell in lessons to spark creativity for a backstory (Waddell, Lesson 
Notes, 2014): 
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“What’s going on for these people?” 
“How did they get to that conversation?” 
“If a whole lot of rubbish has happened before now for them, decide what it was, 
make it all up.” 
“What do they do for a living?” 
“Do they live together?” 
“What are their families like?’ 
“How old are they?” 
“What are the names of your characters?” 
 
 As a process, this was used across all songs for Biddell whether they were ballads, 
swing, soul or any genre at all. This concept was an absolute mainstay and she worked 
hard to flesh out the backstory of each song and encouraged her singers to write out each 
backstory for themselves, as many pages as possible, or as necessary.  
 
NIKKI: She tells a story. When she was on stage telling that story, in character, 
she was tapping into some of her (emotional) stuff. I believe that what is happening 
with Kerrie when she is up there, it is a character, but she also has to delve into 
her own emotions as well. Not so far that you fall apart, but I suppose that is how 
you develop a character as an actor. 
 
The interpretation of songs is a skill that Biddell honed across her entire professional life. 
It was also reported by her students that Kerrie alone seemed to lead the way during this 
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era, in teaching students to follow her detailed method of creating a backstory and 
scenario. No detail was too small. 
 
 
NICKY: I haven’t had that experience with anyone else. No one teaches that. We 
would talk about the story in the song and she would ask me if I could relate to it 
in any way. She would ask me about the story and what the songwriter would be 
feeling when they wrote the song, before I would sing the song. 
 
4.6 Later in Life 
 
Later in life, the interviewees were conscious of the change in Biddell’s body. As she aged, she 
transcended the need for the body and relied on all the other gestures that she developed across 
the years.  Her singing students were aware, not only of her singing but of her body movements. 
 
The bodily changes were beyond the natural aging process as Biddell contended with intense 
daily pain from rheumatoid arthritis, often with very little complaint. Health challenges were a 
constant in Biddell’s life. Yet she continued to persevere and from all reports, “shine” both on 
and off stage despite considerable and constant health setbacks.  
 
REBECCA: Even though she was a little frail person, it shows you that the feeling, 
that connectiveness to what she was doing as a musician, as a performer, as a 
vocalist, was so connected to that on a spiritual level that the physical body really 
didn’t matter. 
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Biddell was accustomed to overcoming challenges. She took her health in her stride as she did 
with any other thing she needed to deal with.  
 
REBECCA: Some of the time she was not physically able to even hold a pen 
because it was such hard work for her and she hated emailing because of the 
arthritis in her hands, but on stage no-one saw any of that, except for her hand that 
went down as she held the microphone. 
 
Despite Biddell having to deal with significant and ongoing health issues, her body was still 
inextricably linked to her performances and she showed enormous courage and strength to 
continue pursuing the music she loved. She did not allow illness to hold her back, she used 
other things, and tapped into all the other tools she had at her disposal.  
 
VALERIE: It is quite fantastic to watch and so, the body, and I will just say this, 
her body which she so hated, she felt rebelled against her is so integral to her 
singing……I could feel that she still has her feet on the ground and I can feel her 
connection to the earth and I can feel her anchoring and I can feel that she is so 
much in her body, She is just so in her body. 
 52 
5 Conclusion 
 
As confirmed throughout this study, Biddell thoughtfully implemented many forms of 
vocal, musical and physical gestures in her performance. The idea of watching a 
“masterclass” whilst watching Biddell was the overarching idea raised throughout the 
interviews. It was found that Biddell was a singer who deeply cared about music and 
bringing excellence to each facet of preparation and performing. 
 
It was also confirmed that Biddell was one of the most, if not the most influential and 
inspirational female jazz singer in Australian Jazz history. Each participant felt fortunate 
to have had the opportunity to work closely with Biddell and each believed they were 
better and more enriched as a musician and as a person from the experience.  
 
Biddell’s use of creating a backstory and scenario was one of the unique points raised in 
the interviews, as this enabled her to have a clear interpretation, oftentimes perhaps in 
more depth than even the songwriter had considered. It was reported that the pages she 
would write and the characters she would create were so real and vivid in her mind that 
it became one of her secret weapons to capture the attention of the audience. This mixed 
with her range, stage presence, dynamic physical performing, and vocal prowess was a 
surefire way to keep audiences entertained.  
 
Biddell’s vast musical performing experience united with her ability to express her 
thoughts and ideas clearly as a singing teacher, made for a strong performer/teacher who 
seemed to have a rather special impact on each of the former students interviewed. The 
five interviews of participants who had worked with Biddell gave evidence to the fact 
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that her body and face were enormous tools that she constantly and deliberately utilized 
when singing. I can also verify this in my own personal experience, as I also found this 
to be true from all I witnessed over many years of knowing Biddell.  
 
Biddell over a long period of time had honed her skills in using multiple vocal textures 
and timbres to accommodate a large number of genres, proving her to be well adept at 
using a large repertoire of vocal gestures. This enabled Biddell to colour her songs and 
shows with all manner of variety and interesting musical decisions. 
 
Her health condition which was severe and chronic, was surprisingly not the hindrance 
one might imagine it to be. It was reported that this ability to overcome was from her 
strong and stoic nature. Biddell was constantly able to find a way to “get on with it” and 
be grateful for her circumstances regardless of what was happening, and she reported 
herself to me and others on occasion to be very blessed and with a very “lucky’ life.  
Without this strength, the power of her symptoms might have easily overtaken her and 
we would not have experienced the performer that we know as Kerrie Biddell. 
 
Young and/or developing singers would benefit from an in depth study of Kerrie Biddell 
and her approach via use of gestures. Any implementing of such thoughtful singing into 
their own performing could only serve them well.  
 
From this research it was shown that Biddell was endowed with gifts and natural abilities; 
however, it was also clear that she worked diligently over many years to develop very 
particular skills. These skills were deeply considered and she treated her songs, 
 54 
musicians and audiences with much respect, and had a standard of excellence as her 
norm.  
 
Biddell explained once to me that she would split performance fees evenly between 
herself and her musicians even though the show or the name people came to see was 
“Kerrie Biddell. ” She was known to be generous to a fault with such practices.  
 
Further academic research into the work of Kerrie Biddell is recommended, especially 
considering her highly respected role in Australian jazz music. Some interesting themes 
to be considered in future research which arose throughout these interviews and were not 
part of the current study include: (a) how old age or disabilities change the way 
performers incorporate gestures, (b) how to craft a convincing backstory for a song and 
other forms of song preparation, (c) to extend the current research concept by adding 
more participants for a broader cross section of people, and (d) to increase the video 
content during the interviews to incorporate other styles, tempos and feels. This would 
enable the researcher/s to compare and contrast the different approaches Biddell used 
each time across a variety of songs. 
 
Sadly, even though Biddell’s life was suddenly cut short, much shorter than many were 
prepared for, her memory and her music will indeed live on. This research is one small 
way to pay homage to this highly respected and greatly missed singer. Some early 
recordings of Biddell’s have been carefully preserved at The Sydney Conservatorium of 
Music library and YouTube has a number of clips for public domain viewing.  
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Appendix G: Creative Works List 
 
The original proposal I made for the Masters Research degree was to complete three Non-
Traditional Research Output (NTRO) creative projects. These were: (a) One advanced vocal 
exercises program that I developed; (b) Full album of jazz standards sung by me with backing 
musicians; and (c) Full album of original songs composed by me, and sung by me with backing 
musicians.  
 
The vocal exercises program and the two albums were all influenced by my personal study of 
Kerrie Biddell. This included being under her instruction until her passing.  
 
The NTROs were all completed. The arrangements of the songs on the album were done either 
by myself or Jim Kelly, or by the two of us in collaboration. I also added to these by creating 
full music videos of fifteen of the twenty-two songs recorded. To do so, I collaborated intensely 
with professional videographers and dancers. Furthermore, I performed several of the songs on 
the albums multiple times live, including on various stages in different countries and states.  
  
The NTROs have been significant in magnitude, preparation and execution. Each of the three 
projects spanned between 18 months, 24 months and over 2.5 years. They remained of 
consistent focus throughout. Due to the amount of work involved, it was suggested by Dr Neal 
Peres Da Costa at The Sydney Conservatorium to submit the information about these works in 
one list rather than separately. 
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Advanced Vocal Technique Program: Double CD Set 
This aural program incorporated scales and improvising techniques. As such it was not 
produced in book format, but rather as a double CD set (also available for download). The set 
included cover and disk design by Isabelle Schurer. The audio is available on this dropbox link: 
<https://www.dropbox.com/s/krch58zzfhmxqsc/Advanced%20Vocal%20Technique%
20Exercises.zip?dl=0> 
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On the double CD downloadable set, exercises are demonstrated both my myself (as a female 
singer) and by Pat Powell (an Aria Award winning male singer) with jazz band 
accompaniment. The program is designed to be used by intermediate to advanced vocal 
students.  
 
The scales are to be used in an imitative way. Scales include melodic minor, harmonic minor, 
pentatonic, modes, whole tone, bebop dominant scale, bebop dorian scale, bebop major scale and 
more. Each scale was presented with rhythmic features and lyrics. They extended upward to 
various degrees of each scale, as required in real-life  jazz performance. 
 
The improvising section of the program is based on Kerrie Biddell’s vocal improvising method 
for singers, which I learned from her between 1994 and 2014. It uses four lines of 
improvisation: These are both sets of guide tones (using the 3rd and 7th scale degrees), root 
notes, and melody. The programs is created for emerging improvisers to use, to enhance their 
ear training, understanding of harmony, and vocal creativity.  
 
In order to develop the program, I first selected scales that were beyond the common things 
that singers do, drawing inspiration from instrumental jazz performance. This was an interest 
of Kerrie Biddell. In fact, the video example of “Perfect Stranger” that was used in the 
methodology of the thesis component of the Masters degree, features a clear example of Biddell 
imitating instrumental sound, in this case a trumpet. The respondents in that study unanimously 
talked about the influence of instrumental work on Biddell’s vocal style, and commented on 
how they remembered her thinking of herself as one of the band. After selecting the scales, I 
shaped them into specific phrases with rhythm and lyrics. 
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Next, I developed the improvising section of the program. This was based on four jazz 
standards that demonstrated different feels and tempos. These were: This Masquerade (slow 
funk), God Bless the Child (funk/shuffle), Meditation (bossa nova) and My Romance (medium 
swing). This was influenced by my personal knowledge of Biddell’s approach to ensuring that 
her students learned contrasting styles and time feels. 
 
I planned to have each song presented on the second disk of the set, five times in a row. The 
first time was designed to reinforce the melody by having either myself or Powell singing it. 
This is the standard way a beginning vocalist would learn a song. It is a linear understanding 
of the music.  
 
The second time reinforces the root notes by having the piano emphasize them loudly. The root 
notes are the tonic notes of each chord, so they express the fundamental harmonic structure of 
the song. It is a vertical understanding of the music, which is familiar to bass players, but more 
foreign to a singer. 
 
The third time reinforces the first set of guide tones (that is, starting on the 3rd note of the first 
chord) by having the piano emphasize them loudly. The fourth time does the same thing with 
the guide tones that start on the 7th note of the first chord. The guide tones in both cases follow 
only the nearest 3rd or 7th note of each subsequent chord. They express the inner harmony of 
the music. 
 
The final time is the backing track only. This is the student’s opportunity to combine the various 
lines in a creative way. This is the beginning of jazz improvisation, Kerrie Biddell style. 
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In order to produce the program, I contacted Gerard Masters, a well-known NZ/Australian jazz 
musician (keyboardist and producer). We had performed together live, multiple times in the 
past. I worked with him at his studio as he created the backing tracks for the scales and 
improvisations, with the exception of three exercises whose backing was lifted from songs on 
my jazz album. 
 
Each exercise on the program was prefaced with a short spoken explanation by me. These were 
recorded by Gervais Koffi at his studio in Sydney. Gervais compiled the overall project 
including all of Gerard’s recordings, plus extra recording of some vocals and piano parts.  
  
 
 
My Romance: Eleven Track Jazz Album 
 
The album may be accessed at the following web address -  
https://www.dropbox.com/sh/gqymejbsj12cfim/AACq-tkAt-VXu-jaomuFEQAna?dl=0 
  
The My Romance album was produced by Jim Kelly. It was overseen and influenced by Kerrie 
Biddell before her passing. I sang the lead vocals, backed by Greg Lyon (electric bass), Jack 
Thorncraft (double bass), Dave Tweedie (electric bass), Wil Sargisson (keys), Sam McNally 
(keys), Dave Sanders (drums), Scott Hills (drums), Martha Baartz (alto sax and flute), Shannon 
Marshall (trumpet), Doug Williams (backing vocals), Mary Kiani (backing vocals), and Jim 
Kelly (guitars).  
 
My Romance has full artwork and liner notes design. This was done by Isabelle Schurer. 
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This album was created between Byron Bay and Sydney, involving multiple trips to Byron 
Bay. The majority of the vocals were recorded at the Sydney Conservatorium. The song 
selection was specifically chosen to represent factors of Kerrie's performing skills, which I was 
studying and emulating. It is a full body of work in the jazz genre.  
 
The specific songs chosen were a mix of songs that I have sung for many years, and others that 
were new to me. In the case of the famous song Summertime, I composed an opening verse 
dedicated to my son, which was included on the album. The song in its original state does not 
actually have a verse.  As a student of Biddell, I had learnt that she was a proponent of singing 
the verses of jazz standards, as well as adding vocaleses (improvised sections using lyrics). 
Inspired by this, I also composed an original vocalese, which was added to You’d Be So Nice 
to Come Home To.  
 
The live album launch - at Foundry 616 Jazz Club, Sydney - was sold out. Later, the album 
was complemented by ten corresponding music videos. The eleventh track was not further 
developed as a music video, as it was simply a different arrangement of one of the other songs. 
Five videos were produced by Gervais Koffi. The other five were produced by Rest Your Eyes 
production company. The videos are available on the following internet links:  
 
You’ve Changed - https://www.youtube.com/watch?v=0iwd86GAFcA 
You’d Be So Nice To Come Home To - https://www.youtube.com/watch?v=MFsTPsDXhK0 
My Romance - https://www.youtube.com/watch?v=_Z5xBKo1IxE 
God Bless The Child - https://www.youtube.com/watch?v=dIzHa5ENmy4 
Summertime - https://www.youtube.com/watch?v=9wGPNWifFQQ 
Meditation - https://www.youtube.com/watch?v=vuGrl8-g2Cg 
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Loverman - https://www.youtube.com/watch?v=sEUwzfU9fRo 
You Don’t Know What Love Is - https://www.youtube.com/watch?v=V1qIEaynyjQ 
Seven Days - https://www.youtube.com/watch?v=vcN1hA4Oneo 
Love Love Love - https://www.youtube.com/watch?v=j_GTWsvDi6Y 
  
 
 
 
Surrender: Eleven Track Originals Album 
 
The album may be accessed at the following web address -  
https://www.dropbox.com/sh/2zclz4kte3k2piy/AACs5DVTj4GZS208CknyuILDa?dl=0 
 
The Surrender album was produced by Jim Kelly. The song Brokenness was also remixed by 
Jason "Jhot!" Scott (an American producer) in a different style, so both versions appear on the 
album. Part of the project was overseen and influenced by Kerrie Biddell before her passing.  
 
Surrender has full artwork and liner notes design. Photography was done by Nigel Lough. 
Design was done by Rachelle Napper. These pictures show some of the process involved in 
finalizing the artwork. The six panels used on the CD are below. My final disk design selection 
was the top right hand image in the picture of four disk options.  
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I have been writing songs since my teenage years. However, all of these songs for the album 
were recorded especially, as part of the Masters degree. The songs were all composed at the 
piano, using a combination of improvised chord progressions or melodic ideas as a starting 
point. However, in some cases the lyrics came to me first, for example Superstar.  
 
I performed the lead vocals, as well as some backing vocals. The backing musicians were Greg 
Lyon (electric bass), Dave Tweedie (electric bass), Wil Sargisson (keys), Sam McNally (keys), 
Dave Sanders (drums), Scott Hills (drums), Martha Baartz (alto sax), Vanessa Baker (backing 
vocals), Doug Williams (backing vocals), Mary Kiani (backing vocals), Gervais Koffi (backing 
vocals), and Jim Kelly (guitars). Jim Kelly – whose reputation is iconic in the Australian jazz 
scene - described his own playing on the album as “the best playing of my life” (Parkinson 
2016). 
 
This album was created between Byron Bay and Sydney, involving multiple trips to Byron 
Bay. The majority of the vocals were recorded at Love Hz Studio in Leichhardt, Sydney. The 
live album launch was sold out over two nights at Foundry 616 and Brass Monkey, both live 
music venues in Sydney. 
  
There were 11 tracks on the album. Later, this was complemented by music videos for five of 
those songs, with the primary videographer being Gervais Koffi. The other six songs I hope to 
produce as videos in the future. The music videos that were produced have around half a million 
views online on YouTube and predominately on Facebook. Most views are from the original 
songs Brokenness, This Too Will Pass, and I Fell.  The videos may be accessed at the following 
websites: 
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All Your Colours - https://www.youtube.com/watch?v=rj5tPV6N5is (which was donated to a 
charity for unlimited use.) 
Find Your Voice - https://www.youtube.com/watch?v=7RacWZ5O9Qs 
I Fell - https://www.youtube.com/watch?v=AUp3GpP5vRc 
This Too Will Pass - https://www.youtube.com/watch?v=ECrNydo927w 
Brokenness - https://www.youtube.com/watch?v=KuojLXVNX4c 
  
 
 
The album is an entire body of work of original songwriting, performed using many of 
Biddell’s concepts. It is an example of the growth achieved across this degree, by applying 
Biddell’s methods to perform and record to a greater degree than I ever have before. This 
applied to the degree of complexity in the way I planned the album, such as in the level of 
detail in the way I planned the proximity of the microphone, use of breath in the tone, the 
degree of storytelling, etc.  Indeed, one unpublished critique of the album described the content 
as “incredibly rich” and with “exquisite” vocals (Pollard, personal correspondence, 3 August 
2016). The album was also complemented in the press as featuring “exceptional playing, 
drenched with the soul and feeling of Waddell’s unique voice” (Parkinson 2016).  
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Highlights of Live Performances during Masters Degree 
  
Numerous events including: 
- The Simone Waddell Band @Manly Jazz Festival, (Sydney)  
- Devonport Jazz Festival Concert Series, (Tasmania)  
- Bennetts Lane Jazz Club (Melbourne)  
- Shenzhen Polytheatre (Schenzhen, China)  
- Australian Music Week, Opening Act for Vince Jones (Sydney)  
- Contracted to Perform 108 Solo Shows (Fukuoka, Japan) 
- Marvin Gaye Experience Live Shows (Enmore Theatre, Anita's Theatre, and Panthers, 
Sydney) 
- “If I Can Dream” Tour with Mark Anthony (Tamworth, Port Macquarie, Newcastle)  
- Numerous Parliament House Events (Sydney)  
- Cameraygal Wind Symphony Orchestra with world class pianist Simon Tedeschi (Sydney) 
- “My Romance Album Launch” (Foundry616 Jazz Club – sold out) 
- “Surrender Album Launch” (Foundry616 Jazz Club- sold out, and Brass Monkey – Sydney) 
- "Silence Is Broken" (The Basement - Sydney) 
- "Bastille Festival" – The Simone Waddell Band - Main Stage (Circular Quay - Sydney) 
- "Collaborate!" - Original Australian Artists Showcase (Sydney) 
-  “The Simone Waddell Band” – (Foundry 616 Jazz Club) 
- “The Simone Waddell Band” – (Django Bar – Sydney) 
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